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Abstract for "Mapping Significance"
This study examines the use oftopography as a stylistic device in the
Jacobean City Comedies. Beginningwith an examination ofthe critical history of
this device and its relevance to current New Historical approaches to literary
criticism, the paper then focuses specific attention on Westward Hoe, Eastward
Hoe, and Northward Hoe, three collaborative City Comedies whose geographic·
sensitivity with respect to the London river trade is revealed in their titles. The
authors' employed the language ofposition and direction to provide relevance and
depth to their plots and their characterizations. The authors portray London as a
hub ofvirtue surrounded by the relative "viciousness" ofthe Suburbs and the
Liberties. This characterization ofLondon as the center ofvirtue rests on a set of
values valorizing the capitalistic principles of free trade and private property. In
this way the "city," stigmatized in Medieval pastoral, becomes the center for virtue
in early modern England.
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/Topographical comedy... brings into literature
the life of some actual, specific place.
(perkinson, 270)
Although it may seem prosaic to mention locale as one of the defining
characteristics ofElizabethan and Jacobean City Comedies, recent literary criticism
has revivified interest in the topical relevance of location in these plays. The literary
or dramatic moment of a location may arise from the contemporary idiosyncratic
value assigned to the site, from the geographic relationship between places, or from
the general concept of motion. Authors may use this device to create the action or
content ofthe play, to develop characterizations, and to generate an appropriate
atmosphere for their play. This paper examines the history and the nature ofthis
device and then explores some examples in three geographically-sensitive Jacobean
City Comedies. This study also suggests the potential for further critical
investigation through the use of this technique in the study ofRenaissance
literature. More dogmatically, this study asserts that location and direction in these
three plays are tropes that are intentionally manipulated to comically explore the
values of and the tensions within the urban life ofLondon.
These three plays might be affectionately referred to as the three IIHoes":
Westward Hoe, EastwardHoe, and Northward Hoe In many ways they are
quintessential City Comedies, a genre distinguished by an effort to simultaneously
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satirize and reinscribe the bourgeois values ofthe citizens ofearlLmodem London.
Westward Hoe, chronologically the first ofthese plays, was performed by Paul's
Boys in 1604. It was written by Thomas Dekker and John Webster. Eastward
Hoe, produced in 1605 by the Queen's Revel Boys at Blackfriars, was the result of .
a collaboration between George Chapman, Ben Jonson, and John Marston. It was
written, partially, in response to the popularity of Westward Hoe. Northward Hoe,
again the result of a collaboration between Dekker and Webster, was also
performed by Paul's Boys and appears to have been intended asa third and final
iteration of the topographical theme. The titles of the first two are drawn from the
oft-heard cries of the Thames boatmen indicating the direction in which they were
traveling. That of the third play is derivative ofthe first two. These titles serve to
introduce the important roles location and direction perform in the plays.
Topographical allusion as a stylistic device has received previous critical
attention. Richard Perkinson in a 1936 paper discussed a'distinct subgenre of
Restoration literature that he called "topographical" comedy. More recently, the
work ofPaul Miller in the sphere of Carolinian City Comedies and that ofRalph
Alan Cohen in the domain ofJacobean City Comedies has expanded Perkinson's
theme and revitalized interest in the role of topographic allusion in early modern
drama. Miller succinctly summarizes Perkinson's definition of the sub-genre:
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Like many other City Comedies, these topographical comedies are
concerned with games of love and its assumed concomitants:
money, property, social status, and power. Indeed, often these
concomitants of love 100m larger than the force of love itself. But
topographical comedies are set in clearly identified parts ofLondon
or in suburbs, towns, and pleasure haunts frequented by London
characters in the plays...
(Miller, 349)
Perkinson proposed Bartholomew Faire (1614) as the first play to which
one may correctly refer as a topographical comedy. He based his assertion on
Jonson's unique use of the setting ofthe fair, a closely circumscribed community, to
provide the characters, the dilemmas, and the resolutions, in other words, the
"stuff' that makes the play. Perkinson then traced the development of the genre
through the Restoration into the Eighteenth Century. Cohen's work suggests that
topography may be significant in works written earlier than Bartholomew Faire, if
one is willing to broaden its defining parameters. The three Hoe plays, for example,
qualify as topographical comedies despite the fact that they are not titled after
specific locales and their action is not limited to one location, but spans several
venues. The three titles reflexively indicate the centrality ofLondon and the
Thames to the action of the plays. In fact, all three plays do define a unified locale
but in an inverted fashion. The central argument of this paper is that precisely these
changes ofvJue, away from or towards London, construct, or at least inform, the
viewer/reader's interpretation of the plays.
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This strategy also permits the author ofthe City Comedy to exploit
characters and settings that have a pre-existing topographical significance for the
urban audience. This observation challenges Lany Champion's critical assessment
of the Hoe plays (here Westward Hoe) and their topographical rl:1levance:
Like Roman comedythe staple materials frankly involve a sex game;
unlike it, however, the focus'is post-marital. The nature ofthese
.romantic liaisons far more significantly determines the type of
comedy than its London setting and middle-class citizen characters.
(Champion,'253)
Champion seems to suggest that you can take the "Hoe" out ofthese plays without
changing their substance, a supposition this paper rejects.
Champion also accuses Dekker and Webster ofwriting a play flawed by
one-dimensional characters. Such an observation must ignore Perkinson's
observation about one of the functions of topographical allusion:
The premiss [sic] is quite the opposite --namely, that the characters,
many ofthem the repetitious type, and the actions are fictitious and
need in realistic comedy such realism as these localities provide in
ord~r to secure plausibility.
(perkinson, 274)
Perkinson makes the convincing argument that topographic devices serve the
purpose ofproviding the characters ofthe City Comedies with an individuality and
a depth constructed by the topographical significance ofthe settings in which they
are placed. Certainly the location is not the only indicator of the personal qualities




serve the larger purpose of maintaining the dominant hegemony. In the case ofthe
City Comedies the question of defining the hegemony, ofidentifying the comp.eting
cultural concepts, is complicated. Compelling arguments may be made that a
variety of cultural categories including gender, social class, and morality create the
central tension in these plays. Any interpretation that identifies some subversion
must rest on the premise that there existed a relatively homogeneous audience who
.
shared a common set of "urban II values as well as a common sense ofwhat it meant
to subvert them. The audience for such plays as the Hoes would include members
of quite diverse, ifnot openly hostile, competing factions. I believe that neither city
nor crown is the applicable h~gemonic force influencing the literary output of the
tI
time, but rather the primary pressure is from the burgeoning capitalistic enterprise
and the concomitant fortification of the legal protection of private property taking
place in early modem England. In this enterprise the great diversity ofpotential
viewers would be leveled by their common interest in nurturing the emerging
market system.
The employment ofthe topographical referent in these Jacobean City
Comedies would seem to substantiate this view if capitalism is the true hegemonic
force directing the creation ofthese plays. London as the center of the early
capitalistic universe would symbolize economic order, and economic order would
become the measure ofvirtue. The city ofLondon symbolically and literally comes
to represent virtue and order threatened externally by the chaos and viciousness of
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the Liberties and other suburbs. Any move away from the city either physically or
spiritually symbolizes a threat to those values and resliltsin a dramatic instability
that must be resolved by the end ofthe comedy. London as a locale serves as a
focal point away from which transgressors must move in an attempt to s~bvert
those constructed and constrictive urban values. These same characters must move
back toward London if there is to be a reconciiiation at the end ofthe play with
peace and optimism restored. This containment of subversion provides the "happy
ending II in these comedies, an ending that would be diminished without the
topographical technique. While this analysis might also apply to other domains in
which early capitalism was functioning, for the purposes ofthis paper I will focus
attention on the sensibilities and the values ofthe citizens ofLondon.
The first half ofthe sixteenth-century has been characterized as a period of
radical instability from the perspective ofthe urban dynamic. A combination of
circumstances (burgeoning capitalism, expanding markets, centralization of
production and consolidation oftrade routes, plague, poverty, and war, etc.) had
resulted in a massive shift in British population from the country to the city. The
pressure on the housing and retail markets, not to mention on the sewage system,
was tremendous. Most of this expansio~ took place in the Liberties and the
suburbs surrounding the walled city. The distinction between the Liberties and the
suburbs is admittedly ambiguous, but for the purposes of this study the Liberties
had some jurisdictional overlap with London while the suburbs tended to be more
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2bureaucratically independent though proximate neighbors. These areas were
characterized by poverty, overcrowding, and legal instability, and they became·
notorious for all sorts of insurgent and illicit activities. The first half ofthe
sixteenth-century during which this population influx occurred bas been
characterized as turbulent and stressful for the people ofLondon. Literary critical
efforts have sometimes focused on discovering signs ofthis anxiety in the literature
ofthe period. A number of recent studies, most notably those ofM. l Power,
have suggeSted that despite the well-documented P9pulation explosion in and
around London and the resultant.volatile borders, boundaries and jurisdictions, the
times were remarkably less chaotic and unst~ble than has been previously thought.
.The Jacobean City Comedies reflect something ofthis curious complaisance of
citizens to the instability that surrounded them. The plays simultaneously reaffirm
and reinscribe the values, the rights, and the identities ofthe city dwellers while
satirizing and lampooning the signs of social disorder that attend them. To a great
extent the potential emotional threat from this instability was defused by
marginalizing the threat to the boundary areas and preserving a rigid sense of
Power has made many important contributions; the two most salient to this study
are:
"The East and West in Early-Modem London" in Wealth and Power in
Tudor England, ed. rves, R. Knecht, and lScarisbrick, London:
Athlone Press, 1978, pp.l67-185 and
"East London Housing in the seventeenth century" in Crisis and Order in
English Towns, 1500-1700, ed. P.Clark and P. Slack, Toronto:
University of Toronto Press, 1972, pp.237-262.
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internal urban integrity. The chaos was out there in the Liberties where the moral,
political, jurisdictional, and theological boundaries were most fluid.
The genre of City Comedy is characterized by a number of idiosyncratic
qualities, not the least of which is their setting in and around the city ofLondon: If,
as Gail Paster suggests, the putyose of City Comedy is primarily to provide city
dwellers/citizens with a powerful sense ofpersonal identity, then the relative value
of place is one way ofmanipulating or constructing that identity.
[The city's] most characteristic activity is to celebrate the predatory
destruction or near-destruction ofthe individuals its mythic
aspirations have nurtured. '" The comic city too has a mythic
doubleness and a contradictory bounty. In Jonson and Middleton,
the predatory cycle that in the city tragedies serves to
monumentalize the hero as compensatory validation of the process
of destroying him becomes what Middleton calls lithe city
powdering. II The process, conditioned upon the fact oflimit in
conflict with the insatiability of appetite, turns the judicial comic
convention of the biter bit, the guller gulled into summary proof of
the urban norm.
(paster, 220-1)
Paster argues that City Comedies depend on satire to remove the putative sting of
individual impotence against the capitalistic hegemony:
Satiric versions ofthe humanist city planners, Jonson's protagonists
seem to command the human and materia} resources of the city
through the strategic concentrations of design.... But appetitive
urban man finally controls neither himself nor his city because his
appetite for land, money, power or metamorphosis finally serves the
larger appetite of the city itself, an appetite whose ultimate object
like theirs is self-perpetuation.
(paster, 222)
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Paster's only evidence for the existence"'of a self-awareness of this "sting" is the
satire itself The fact that Jonson recognizes tensions and incongruities and
structures his plays around them leads her to presuppose a critical awareness ofa
postmodem view of the balance of hegemonic forces. Her study focuses primarily
on the comedies .Jonson wrote alone, and the degree to which collaboration might
modify the message is debatable. Nevertheless, the Hoes seem much more
comfortable with an epistemology that emphasizes a peaceful coexistence between
individual and "city." The individual will be rewarded and discover the "happy
ending" to the extent that he or she is reconciled to values of the city. This
'harmonization takes the form of standard relational, fiscal, and moral adjustments,
but in the Hoe plays it also takes the form of a geographic adjustment with
reconciled individuals returning to the city ofLondon.
Ralph Alan Cohen's contribution has been particularly interesting with
respect to the Hoe plays. His paper "The Function of Setting on Eastward Hoe"
explores some ofthe uses of the topographical mechanism in the play. He asserts
that:
The humor, the theme, and even the structure
ofEastward Ho are inextricably bound to its imagined
locale.
(Cohen, 86)
This paper will expand his investigation both within Eastward Hoe and beyond to
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Westward Hoe and Northward Hoe to validate the hypothesis that the
topographical device is one of the defining characteristics of Jacobean City
Comedy.
Eastward Hoe is the story of a goldsmith's family and their interactions and
conflicts with other citizens and the gentry. The ostentatiously virtuous
Touchstone has two apprentices: one virtuous and the other prodigal. As a result
of their relative merits, Quicksilver, the prodigal, is fired and Golding is rewarded
with freedom, membership in the Guild, and the hand ofTouchstone's virtuous
daughter, Mildred. Their wedding occurs so soon after that ofTouchstone's other
daughter, Gertrude, to Sir Petronel Flash, a penniless fool with a purchased title,
that the same wedding feast serves for both. Like Frank Quicksilver and unlike her
sister and Golding, Gertrude has nothing but disdain for her father's city values.
Sir Petronel has planned to liquidate Gertrude's dowry and invest in a
Virginian voyage, upon which he will embark as soon as Quicksilver and Security,
the usurer, can produce the money. He has sent the celebrity-drunk Gertrude off
eastward in search of his fictitious castle. To celebrate their departure for Virginia
th~ schemers have a party and get drunk. In this state, they embark in a skiff to go
out to Sir Petronel's boat located in Blackwall; caught in a violent storm, they are
variously cast up at different locations along the banks of the Thames. This action
is narrated by a butcher's apprentice who has climbed the pole at Cuckold's Haven
to post the bull's horns in celebration ofSt. Luke's Day.
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Quicksilver, Sir Petronel, and Security are all imprisoned for fraud and their
trial is presided over by Golding, who has become a deputy alderman. The sinners
appropriately repentant and their moral lesson well learned, Touchstone forgives
them and all ends happily with the triumph ofvirtue.
Bearing in mind that the city, in a topographical City Comedy, is the locus
of economic control and therefore ofvirtue and order, the disasters and
punishments which befall those who transgress its borders or betray its customs
appear fitting. The rewards and the punishments given are those ofa carefully
controlled capitalistic bureaucracy: freedom and guild membership to the worthy,
and imprisonment in the C,?unters to the prodigals. References in the play to the
easterly direction abound. The action begins in and returns frequently to
Goldsmith's row where Touch,stone has his dwelling. This row is located in the
extreme eastern .portion of the city with only Greyfriar's Abbey separating it from
the wall. From this site all the actions that lead the prodigals to their fate take them
to the east. They include such elements as Quicksilver's encouragement to Golding
to
Look not westward to the fall of
Don Phoebus, but to the east --eastward ho!
Where radiant beams of lusty Sol appear,
And bright Eous[sic] makes the welkin clear.
(Eastward Hoe, I. i. 127)
To this wisdom he steadfastly clings, despite Touchstone's prophetic response to
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his apprentice's call with his "Sir, 'Eastward Ho' will make you go Westward Ho!"
(II. i. 133), a not very cryptic reference to Tyburne and the gallows. Eastward is
also the direction in which Gertrude desires to rush, in her new coach and four, to
see her husband's fictitious castle. Gertrude does not only leave the city, but insults
it as she goes saying:
... take me to thy mercy out ofthis miserable chitty[sic]; presently
carry me out ofthe scent ofNewcastle coal, and the hearing of
Bow-bell;
(Eastward Hoe, 1. ii. 139)
The most impressive example of the topographical referent demonstrating
the opposition ofthe creative or structuring force ofLondon within the city walls
to the chaos of the conditions outside ofher protection is the extended use ofthe
device in Act IV, scene i. The scene is set when Slitgut, the butcher's apprentice,
climbs to the top ofthe pole in Cuckold Haven to attach the horns traditionally
used to remember St. Luke's Day. Cuckold Haven lies on the south shore ofthe
Thames about three miles east of St. Paul's and two miles east of the city, near the
site of present day Rotherhithe, and receives its name by virtue of its use as a
haven, outside ofthe jurisdiction of the city, for couples who wish to indulge in
adulterous pleasures. From his position atop the pole, Slitgut watches as a storm
whips the Thames into a frenzy, capsizes the boat ofthe adventurers, and washes
them up in various locations on the banks ofthe Thames. As Cohen points out,
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3Nature in the form ofthe storm on the Thames does a remarkable job ofhalting the
sinners in their tracks as they attempt to leave London and ofdepositing the no-
goods in symbolically appropriate locations. Security the Usurer, now cuckold
since his wife Winnie ran away for America with Sir Petronel, is washed up directly
at the base of the pole in Cuckold Haven~ his wife, the would-be adulteress, comes
ashore at St. Katherine's Hospital, a little west ofCuckold Haven and on the north
bank, a notorious location for brothels, and is saved by the drawer from the Blue
Anchor~ Frank Quicksilver finds himself on shore at Wapping3, the eastern
counterpart to Tyburne as a location for the hanging of criminals; and Sir Petronel
and Seagull are washed up on the Isle ofDogs, "an appropriately named harbor for
one of her [London's] 'thirty pound knights.'" (Cohen, 90) Cohen says:
From first to last, Act Four, scene one, is an ideal example ofthe
comedy of place. The action and the ideas are translated into a
careful topographicallanguage--a language which was limited by
time and locale but which spoke with a special and personal
eloquence to the sixteenth-century Londoner.
(Cohen, 91)
All of the antagonists in the play transgress either the moral or social values
embodied in the model citizens Touchstone and Golding. Sir Petronel commits a
double sin because not only does he want to sail eastward down the Thames, away
"Wapping in the Woze, the usuall place ofexecution for hanging ofPirats & sea
Rovers, at the low water marke there to remaine, till thre tides had overflowed
them."(Stow; p.70)
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from the city, but also because he is embarking on a trip to leave England for
America. If there exists any way to compound one's error at leaving London,
leaving England is it. At this time, the Virginia voyages were still a novelty, and
they were a source of conversation among the citizens and in the theater. Although
such voyages did offer the possibility ofwealth and fame, they were also seen as
very risky, financially and physically. Such voyages would be undertaken with the
utmost care in preparation and financing. The braggadocio of Sir Petronel and his
men is revealed in a number ofways. They are financing the voyage with stolen
money. It is Petronel's last hope of solvency. They are sneaking off at night and
just ahead of the debt collectors, and yet they choose as their jumping offpoint
Blackwall/Deptford, a geographical detail that Fran Chalfant suggests reveals their
.aspirations as "delusions of nautical grandeur" (Chalfant, 10). The play seems to
celebrate the honest and steady income ofthe Guild craftsmen and to stigmatize the
,
get-rich-quick schemes of the gentry and other profligates. The dreams ofthe men
who believe that prosperity is to be found, or even sought, on foreign soil are
treated with as much scorn as Gertrude's yearnings for her knight's eastern castle, a
castle she discovers to be "built with ayre." The language they use to describe their
aspirations is revealing:
Seagull: Come, boys, Virginia longs till we share the rest of
her maidenhead.
Spendall: Why, is she inhabited already with any English?
Seagull: A whole country ofEnglish is there, man, bred of
those that were left there in '79. They have married with the Indians, and
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make 'em bring forth as beautiful faces as any we have in England; and
therefore the Indians are so in love with 'em, that all the treasure they have,
they·lay at their feet.
Scapethrift: But is there such treasure there, captain, as I have
heard?
Seagull: I tell thee, gold is more plentiful there than copper is
with us; and for as much red copper as I can bring, I'll have thrice the
weight in gold. Why, man, all their dripping pans and their chamber pots
are pure-gold; and all the chains, with which they chain up their streets, are
massy gold; all the prisoners they take are fettered in gold; and for rubies
and diamonds, they go forth on holidays and gather 'em by the seashore, to
hang on their children's coats, and stick in their caps, as commonly as our
children wear saffron-gilt brooches, ana grafts with holes}n 'em.
Scapethrift: And is it a pleasant country withal?
Seagull: As ever the sun shined on, temperate and full of all
sorts of excellent viands: wild boar is as common there as the tamest bacon
is here; venison, as mutton. And then you shall live freely there, without
sergeants, or courtiers, or lawyers, or intelligencers--only a few industrious
Scots, perhaps, who, indeed, are dispersed over the face ofthe whole earth.
But as for them, there are no greater friends to Englishmen and England,
when they are out on't, in the world, than they are. And for my part, I
would a hundred thousand of'em were there, for we are all one countrymen
now, ye know; and we should find ten times more comfort ofthem there
than we do here. Then for your means to advancement there, it is simple,
and not preposterously mixed. You may be an alderman there, and never be
scavenger; you may be a nobleman, and never be a slave; you may come to
preferment enough, and never be a pander; to riches and fortune enough,
and have never the more villainy, nor the less wit.
(Eastward Hoe, III. iii. 15-59)
This latter passage with its rather bald allusion to the distaste the Englishmen had
for the proximity of Scots is the passage that resulted in the imprisonment of
Jonson and Marston for a short time by an unamused James. More important to
the present study is the degree to which the description represents the common
exaggerations of the claims about Virginia and America in general and the gullibility
and avarice of those who chose to seek their fortunes by this risky, ifnot perilous,
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gambit. The three main characters who are punished for their eastward aspirations
are all guilty, as Cohen puts it, of aspiring to a higher social status than Fate, and
the city, had assigned them.
One eastward reference that seems to serve a topographical purpose and
that Cohen does not mention is the reference to Denmark, which is implicitly
associated with the strong allusions to Shakespeare's Hamlet throughout Eastward
Hoe. Denmark lies almost due east ofLondon and England. Richard Horwich
provides us with a comprehensive overview of the Hamlet allusions in Eastward
Hoe in his article entitled "Hamlet and Eastward Ho." A partial list of these
allusions includes the character names Gertrude (Touchstone's daughter) and
Hamlet (a footman); a bride, Gertrude, who hastily marries a corrupt, ambitious,
but persuasive man who does not deserve the title which he gets; a sharing ofused
food (in Hamlet, Hamlet's father's funeral meats are used for his mother's wedding
feast, in Eastward Hoe, Gertrude's wedding meats are used for Golding's and
Mildred's wedding); a singing of songs; and a focus on the desires of hunger and
thirst, to name just a few. Although this analogy may seem stretched, if the shared
wedding foods support the parallel between the old king's death and Gertrude's
marriage, the allusion would be a pejorative one.
For the purpose of this study, the important allusion to be drawn from
Shakespeare is the reference to madness, a topic which defines much of the action
in Hamlet. In the same way that we will see Bedlam operating in Northward Hoe,
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Denmark serves to stigmatize, however mildly, travelling eastward with the taint of
madness. In this way, Hamlet serv.es as an antitext which draws our attention to
another element of the chaos that threatens beyond the walls ofLondon, the chaos.
of insanity. Consider also that one ofthe observations concerning Hamlet's
madness in that play specifically refers to England:
Clown: Of all the days i~th'year, I came to't that day that our
last King Hamlet o'ercame Fortinbras.
Hamlet: How long is that since?
Clown: Cannot you tell that? Every fool can tell that. It was
the very day that young Hamlet was born, he that is mad and sent to
England.
Hamlet: Ay marry, why was he sent into England?
Clown: Why, because a was mad. A shall recover his wits
there, or if a do not, 'tis no great matter there.
Hamlet: Why?
Clown: 'Twill not be seen in him there. There the men are as
mad as he.
(Hamlet, V. I. 120-131)
Eastward Hoe is a more artistically and tightly constructed comedy than
either Westward Hoe or Northward Hoe and its topographical allusions are more
controlled as well. As Cohen points out, in EastwardHoe the allusions to specific
locations are almost uniformly limited to those places frequented by middle class
citizens. There is a marked absence of references to the haunts ofthe gentry. "No
action takes place further from the Wall than The Isle ofDogs, four miles east
along the Thames." (Cohen, 87) In contrast, the actions ofboth Westward Hoe and
Northward Hoe lead the characters relatively far afield; and the allusions to London
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locations range from high class haunts to the worst ofghettos, from S1. Paul's to
Shoreditch, from the Royal Exchange to Gadshill, .and from Westminster and the
Temple Bar to Newgate and Tyburne. The centrality ofLondon is still a significant
feature of these City Comedies, but they do not evoke the unity of place that
Chapman, Jonson, and Marston were able to produce, a sense of unity that
underscores the evocation of the power ofthe city.
The connection between vice.and the betrayal ofurban values is made
perhaps most powerfully in the plotting done by Sir Petronel, prior to his departure,
to try to carry off Security's wife Winnie through an elaborate double deception.
The language of neighbor against neighbor is quite unambiguous:
Sir Pet: The woman is your learned counsel's wife, the
lawyer, Master Bramble; whom would you bring out this even, in honest
neighborhood, to take his leave with you, ofme your gossip, I, in the
meantime, will send this my friend home to his house, to bring his wife
disguis'd, before his face, irifo our company; ...
Security A pretty, pithy, and most pleasant project! Who
would not strain a point of neighborhood for such a point device, that as the
ship of famous Draco went about the world, will wind about the lawyer
compassing the world himselfe: he hath it in his arms. And that's enough for
him, without his wife.
(Eastward Hoe, III. ii. 255-277)
The villains in this piece openly spurn the ties ofneighborhood and reject those
bonds that unite the observers of the play! Neighborliness, a trust that one's
neighbor will respect at least one's property, becomes an important value. Clearly
in EastwardHoe a man's property includes his wife, and the betrayal ofthat value
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4by the triple gulling that takes place in this scene is perhaps the most breathtaking
of Sir Petronel's offenses.
Westward Hoe and Northward Hoe share at least one topographical element
with Eastward Hoe: an association between a move outside of the city boundaries,
and therefore outside ofthe city's jurisdiction, and the pursuit of illicit sexual
activity. The control and regulation of sexual activity that city authorities could
claim within the city walls ended when the chaise reached the borders of the city.
These borderlands, therefore, were popular sites for all sorts of illegal or subversive
activities, including adultery. Taking all three plays together one sees a portrait of
London as a central, well-ordered locus ofvirtue surrounded by islands of chaos
and depravity. To the east lies Cuckold Haven, to the west lies Brentford, and to
the north lies Ware. Fran Chalfant cites numerous Tudor-Stuart dramas in which
Brentford and Ware are identified as locations for illicit assignations4 and for Bawds
and Punkes during the off-term. Just as EastwardHoe has a number ofother
topographical indicators to reinforce the importance of the city, the other two
comedies also have multiple topographic references.
The plot of Westward Hoe devolves around two parallel story lines,
connected by the character ofMaster Justiniano. At the beginning of the play,
Mistress Justiniano has decided to leave her husband for an Earl, ostensibly because
See especially the entries for Ware and Brainford [Brentford] in Chalfant.
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Justiniano has become destitute. Justiniano, plagued by jealousy and frustrated by
his wife's unwillingness to stay with him in spite of his "misfortune," leaves her to
pursue her fate with the gentry and decides to embark on a project to help other
men test the "virtue" of their wives. Posing as Parenthesis, a tutor to three citizens'
wives, he arranges fOf them to get away to Brentford WQSt ofthe city, to meet three
gallants for the purpose of salacious dalliance. He even provides them with excuses
for their husbands. Once they are on their way, he proceeds to the house ofLuce, a
whore, where he finds all three husbands trying to enjoy the prostitute's favor
without revealing their identities to each other. Justiniano tells them what their
wives are up to, and they all set off for Brentford. Luce's bawd, Birdlime, who has
also helped Mistress Justiniano in her affair with the Earl, also hastens to Brentford
hoping to warn the women. Before going to Brentford, Justiniano goes to the
Earl's house at the request ofhis wife, who has learned her lesson and wishes to
return to her husband. By feigning her death, Justiniano and his wife teach the Earl
a lesson about women. ("henceforth the booke He read shall be thy mind, and not
thy looke." IV. ii. 165)
In Brentford, the women, who enjoy their power over men more than their
dalliance, have devised a way to avoid the embraces of their gallants by feigning
illness. When their husbands arrive, they discover that their wives have maintained
their virtue in spite ofthe temptation. All ends happily; the only person rebuked is
Birdlime, a woman who disregards the rebuke and fiercely defends her
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establishment's London location, scorning the suburbs.
Just: Thy Coat is an Ancient Coat, one ofthe seven deadly sinnes.
Put thy coat first to making; but do you heare, you mother ofIniquity, you
that can loose and find your eares when you list, go, saile with the rest of
your baudie-traffikers to the place of sixepenny Sinfulnesse the suburbes.
Bird: I scorne the Sinfulnesse of any suburbes in Christendom: tis
weI knowne I have up-rizers and downe-Iyers within the Citty, night by
night, like a prophane fellow as thou art.
Just: Right, I know thou hast, Ile tell you Gentle-folk, theres more
resort to this Fortune-teller, then ofthe forlorne wives married to old
husbands, and ofthe Greene-sicknesse Wenches that can get no husbands to
the house ofa wise-Woman. Shee has tricks to keepe a vaulting house
under the Lawes nose.
Bird: Thou dost the Lawes nose wrong, to bely mee so.
Just: For either a cunning woman has a Chamber in her house or a
Phisition, or a picture maker, or an Attorney, because all these are good
Clokes for the raine. And then if the female party that's cliented above
Staires, be yong, Shees a Squires daughter oflowe degree, that lies there
for phisicke, or comes up to be placed with a Countesse: if of middle age,
shees a Widow, and has sutes at the terme or so.
Mist. Hony: 0 fie upon her, bume the witch, out of our company.
Mist. Tent: Lets hem her out offBrainford, if shee get not the
faster to London.
Mist. Waf: 0 no, for Gods sake, rather hem her out ofLondon,
and let her keepe in Brainford still.
. Bird: No you cannot hem me out ofLondon; had I known this
your rings should ha bin poxt ere I wud ha toucht 'hem: I will take a paire
of Oares, and leave you. [exuent]
(Westward Hoe, V. iv. 246-271)
This represents a powerful justification ofthe presence ofprostitution in the city on
the basis fiscal necessity. The presence ofBirdlime's house of ill-repute within the
confines ofthe city does not diminish the argument that the city remains the locus
ofvirtue in the play. As mentioned above, the real "betrayal" involved in sexual
indiscretion occurs in adultery because one demonstrates disrespect for another
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man's property. Fornication alone, by married men and whores, is simply another
form of trade carried on here by Birdlime and Luce. And it is a trade that is openly
tolerated during the term. Justiniano himself reveals the economic basis ofthe
acceptance of prostitution as he jocularly spars with Wafer's serving boy. In this
passage, Justiniano conflates all the trade activities ofboth city and country during
the "terme":
Boy: Collier; how came the goose to be put upon you, ha?
Just: He tell thee, the Tearme lying at Winchester in Henry the
Thirds daies, and many French Women coroming out of the Isle of Wight
thither (as it hath alwaies beene seene) though the Isle of Wight could not of
long time neither in dure Foxes nor Lawyers, yet it could brook the more
dreadful Cockatrice, there were many Punkes in the Towne (as you know
our tearme is their Tearme) your Farmers that would spend but three pence
on his ordinarie, woulde lavish halfe a Crowne on his Leachery: and many
men (Calves as they were) would ride in a Farmers foule bootes before
breakefast, the commonest sinner had more fluttering about her, then a fresh
punke hath when she comes to a Towne of Garrison, or to a university.
Captains, Schollers, Servingmen, Iurors, Clarks, Townesmen, and the
Black-gmirde used all to one Ordinarye, and most ofthem were called to a
pittifull reckoning, for before two returnes ofMichaelmas, Surgeons were
full ofbusines, the cure ofmost secresie grew as common as Lice in
Ireland, or as scabbes in France.
(Westward Hoe. III. iii. 13)
Prostitutes are styled in this depiction as part of the cycle ofprosperity in the city
during the term. Even if one does not accept this as a complete reversal of the
values of church and premodern society (after all, when the three husbands meet
each other at Birdlime's whore house, they are still eager to maintain their
anonymity), it is evident that in his City Comedies, Dekker claims that the presence
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of a brisk flesh trade is, at'least, supporting evidence of strong and healthy market
conditions. As such the acceptance ofprostitutes as a necessary part ofthis cycle
simultaneously provides the bawd with legitimacy as a "tradeswoman" and makes
the reader aware that the definition ofvirtue within city boundaries is changing.
Justiniano reconciles everyone to the fact that nothing happened to create a
lasting ruin to anyone's reputation, and they all head back to London in a spirit of
celebration. The play ends with a satisfying symmetry as the reunited families all
head back to the safety ofthe city singing a tuneful encomium to London.
Omn. Away then to London.
Just. Farewell Brainford
SONG
Dares, Dares, Dares, Dares:
To London hay, to London hay:
Hoist up sayles and lets away
For the safest bay
For us to land is London shores.
(Westward Hoe, V. iv. 305-306, 309ft)
IfEastwardHoe is a rigidly moralistic play with good and evil clearly
delineated (some think too clearly to be seriously intended), Westward Hoe is, at
best, morally neutral. All the characters seem prone, or at least willing, to indulge
in extramarital sexual activities. The interesting twist is that none ofthem do. And
the result is that no one is punished for having transgressed the city boundaries.
The important lesson in Westward Hoe seems to be that there are indeed boundaries
that must not be challenged. In the play, the city limits ofLondon symbolically and
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literally represent the most important boundaries ofthe new capitalistic enterprise:
private property and neighborhood. When an attempt in this play is made to
transgress these new boundaries, the play warns that the possibility ofbeing caught
is a real and present danger. Mistress Justiniano avoids the embraces of the
lecherous Earl with the help ofher husband, and the three citizens' wives who
agreed to meet their gallants at Brentford appear to have done so solely to heighten
the effect of the joke when they finally refuse their amorous advances. In a sense,
even though no rigid moral code is explicated in the comedy, the characters'
actions speak louder than any code expressed in mere words.
As in Eastward Hoe, the topographical device is employed to extend and
refine the structure ofthe play. Brentford has already been mentioned with respect
to its identification as a site for extramarital affairs outside of the jurisdiction ofthe
city. The picture drawn ofBrentford is not a pretty one. The town lies at the
intersection of the Thames and the Brent rivers, about ten miles w~st of the city,
and was a well-known location for whoring and philandering. Monopoly describes
it as a degenerate place, not fit for women:
...theres no good thing euer comes out of it:
and it stands uppon such musty ground, by reason
ofthe Riuer, that I cannot see how a tender woman
can do well int.
(Westward Hoe, V.i.214tl)
Once in Brentford, the dialogue uses a number of directional puns, the most overtly
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topographical being the interposition of the words "row westward" to indicate the
sexual act:
Mist. Tent: I know as verily they hope, and brag one to another,
that this night theile row westward in our husbands whirries, as wee hope to
be rowd to London to morrowe morning in a paire of oares.
(Westward Hoe, V. i. 154ft)
The jurisdictional force of the London city lirilits is also alluded to in Mist.
Tenterhook's declaration that "tho we lye all night out ofthe Citty, they shall not
find country wenches ofus." (Westward Hoe, V, i, 169) But more importantly this
speech also reveals that the wives themselves recognize their husbands' ownership
ofthem; they are their "husbands whirries." Birdlime, on the other hand, clearly
assumes ownership and the economic rights ofher sexuality and that ofLuce. This
clarifies the nature of the sin of adultery as one of covetousness, and it is
covetousness, the disrespect ofpersonal property, that early capitalists are unlikely
to forgive, much less sanction.
There are three major topographical allusions apart from Brentford in this
play. These are references to Tyburne, to the location of the Earl's mansion, and to
Charing Cross. Tyburne was the former site ofMiddlesex gallows, and therefore
its very name calls up executions in Londoners' minds. It stood in the angle formed
by the Edgware [sic] Road and Oxford Street. The significance this location had
for Londoners is emphasized by Touchstone's statement to Quicksilver in Eastward
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Hoe that '''Eastward Ho' will make you go Westward Ho!" (Eastward Hoe, II. i.
120)
The Earl's mansion is apparently located in Putney because when Justiniano
tells the three citizens that he must help his wife before he can accompany them to
Brentford, he tells them to meet him at Putney (IV. i. 180) which they dutifully do
about 180 lines later. Putney was a small community on the south side ofthe
Thames where Beverly Brooke enters the main current. It is located about two-
thirds of the way from St. Paul's to Brentford. It is important to note that this Lord
has his mansion and lands located outside ofLondon, as did almost all the gentry.
This does not lessen the effect that the topographical device plays in highlighting
the Earl's disconnectedness from the city; his mansion is outside the city, and this
location is designed to color our interpretation of him. His location and the very
real danger in which he places Mistress Justiniano while she is in his clutches also
serve to reinforce the viewer/reader's I).egative image ofthose who reside outside
/
the city.
Charing Cross is mentioned in the opening scenes ofthe play. Justiniano,
who has assumed his disguise as Parenthesis, is greeting his pupil's husband, the
merchant Master Honysuckle who has recently returned from France. The
merchant requests the latest gossip, and the news about Charing Cross suggests
dissolution:
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Hony: Thanks good maister Parenthesis: and Que novelles: what
newes flutters abroad? Doe lack-dawes dung the top ofPaules Steeple still.
Just: The more is the pifty, if any dawes do come into the temple,
as in feare they do.
Hony: They say that Charing-crosse is faIne downe, since I went to
Rochell: but thats no wonder, twas old, and stood awry (as most parts of
the woerld can tel.) And tho it lack under-propping, yet (like great fellowes
at a wrastling) when their heeles are once flying uppe, no man will save em;
downe they fall, and there let them lye, tho they were bigger then the
Guard: Charing-crosse was olde, and olde things must shrinke as well as
.new Northern cloth.
Just: Your worship is in the right way verily: they must so, but a
number ofbetter things between Westminster bridge and temple barre both
ofa worshipfull, and honorable erection, are falne to decay, and have
suffred putrifaction, since Charing fell, that were not ofhalfe so long
standing as the poore wry-neckt Monument.
(Westward Hoe, 1. ii. 30-47)
The collapse of Charing Cross (and the other "honorable erections" to the west)
foreshadows the moral degeneracy ofthe western suburbs and stigmatizes those
who travel there as well as their intentions.
Having explored the dangers of travel east and west, we tum, finally, to
Northward Hoe. The reader may reasonably ask why Northward Hoe represents
the third part oftriptych when there are four points on the compass. In the name of
symmetry, where is Southward Hoe? The Thames lies south ofthe city proper, but
certainly there are rivers to cross on the way to Brentford and Ware. And there
were plenty ofbrothels on the south bank, so the symmetry oftheme would not
have been threatened for the "away from city"/"sexual promiscuity" parallel. Why
\
the quartet was left incomplete may never be answered satisfactorily, but Charles
Forker brings to our attention Edward Sharpham's play The Fleire which was
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produced in 1606. This play includes the call to "goe Southwardes, my Gallants,
South-wards hoe! (II, 400-401)" which Forker explains means to go southward to
a brothel on the south bank ofthe Thames (Forker, 83). Northward Hoe was
published in 1607, probably as a consequence of the dissolution ofthe Children's
company, and the front sheet states that the play had been "Sundry times Acted";
therefore, all three Hoe plays were probably known to Sharpharn: The symmetry
may have been preserved at the time only to be lost when The Fleire sank into
relative obscurity.
A second question involves the name Northward Hoe itself. I have
maintained, along with many other scholars, that the names ofthe first two Hoes
arise from the cries of Thames watermen plying their trade on the river and
identifying the direction in which they are proceeding. Obviously, the river Thames
runs West to East. This seems to me another example of a topographical usage in
which the location actually produces the comedy ofthe moment. The London
theater audiences were very familiar with the two first Hoe plays and, associating
their titles with the watermen's cries, most likely assumed that the symmetry was
complete with Eastward Hoe. The introduction of a third element in this sequence
must have produced an absurdity which the Londoner would have immediately
appreciated. Today this would be the equivalent of having an elevator stop, the
J
passenger asking the person outside the door which way he was going and
receiving the response, "Down the hall."
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Northward Hoe, like its predecessor Hoes, revolves around two plot lines,
with the connecting character being the poet, Bellamont. The first plot begins with
Luke Greenshield and his friend Featherstone plotting to get even with Mistress
Mayberry, who has refused to cuckold her husband, by claiming that, in fact, she
did. They arrange to meet Mayberry "by accident" and claim that they have both
slept with his wife, using her stolen ring as their proof. While initially furious,
Mayberry is calmed by his friend Bellamont, and when the wife is confronted she
refutes the charge so eloquently that both ofthem are convinced of her innocence.
They then decide to teach the two liars a lesson. Mayberry invites the two men to
his home, and Greenshield brings his wife, Kate, whom he passes off as his sister
and who is actually having an affair with his friend Featherstone. Featherstone
devises a plan to take Kate to Ware while convincing Greenshield that she has gone
elsewhere. Mayberry learns ofthis and tells Greenshield that Mistress Mayberry
has gone to Ware to cuckold her husband and convinces him to come along.
The subplot involves Bellamont's prodigal son, Phillip, and his bawd, Doll.
In an effort to embarrass his father, Phillip arranges for Doll to encounter
Bellamont for the purpose of ridiculing him. Doll instead falls in love with him and
pledges to reform.
On the way to Ware, the travelers pursue a Chaucerian pastime by agreeing
that the person who has the best trick pulled on them ("hee that has the best iest
throwne vpon him" [IY.iii.15-16]) will foot the bill for the whole trip. They stop at
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Bedlam to see the lunatics, and Greenshield convinces the attendant that Bellamont
is insane; he is promptly locked up and just as promptly released. Once in Ware,
the second trick occurs. Convinced that Mayberry desires a woman, Greenshield
disguises himself and solicits the hand ofa woman for him who, he is told, is of the
Yorkshire gentry. She is actually his wife Kate, also masked. In the storm that
erupts when Mistress Mayberry arrives, the masks are removed, and both
Greenshield and his wife realize that they have been duped.
The final trick involves Doll who is fooled into believing that Featherstone
is rich; she is passed off to the latter as a wealthy ward. They marry in haste and
only then find out the truth. They accept their fate with aplomb, and Featherstone
agrees to foot the bill for the trip. Despite the fact that they are not repentant, all
the perpetrators are appropriately punished for their sins, and they all retire to the
Saracen's Head Inn to enjoy their wives in the Great Bed ofWare.
As mentioned above, Northward Hoe shares the common topographical
device that relates the direction "away from the city" to acts of immorality. In the
case ofNorthward Hoe, the city in question is Ware, located 24 miles north of
London on the Great North Road and especially renowned for its Great Bed
measuring 10 feet 9 inches square, housed at the Saracen's Head Inn. The play
actually begins at the Saracen's Head, moves to several locations in London, then
moves through Bishopgate to Bedlam, and ends back in Ware with the couples
retiring to the Great Bed for "combate." The unity ofplace is therefore not as
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tightly maintained as it is in EastwardHoe because the authors chose to begin and
end in Ware; however, the City-ofWare-still evokes-forthe audience iinmediate and
vivid images of licentiousness and adultery. The cry "Northward·Hoe" does occur
in the play at IV, i, 252 when Mayberry, who has a plan to avenge the wrong done
to his wife, urges her to ride to Ware.
In addition to the use ofWare, there are several other important
topographical mechanisms used in the play. The stage is set with a reference to
York at the beginning of the action when Chamberlaine and Greenshield speak of
the former's occupation:
Chamb. Faith Sir the towne[they are in Ware] droopt euer
since the peace in Ireland, your captaines were wont to take their leaues of
their London Polecats, (their wenches I meane Sir) at Dunstable: the next
morning when they had broke their fast togeather the wenches brought
them to Hockly 'ith hole, and so the one for London, the other for
Westchester, your onely rode now Sir is Yorke, Yorke Sir.
Green. True, but yet it comes scant of the Prophesy;
Lincolne was, London is, and Yorke shall-be.
Chamb. Yes Sir, tis fullfild, Yorke shalbe, that is, it shalbe
Yorke still, surely it was the meaning ofthe prophet.
(Northward Hoe, 1. i. 20ft)
The Chamberlaine pointedly foreshadows the direction in which the cavaliers'
actions will lead them; north towards York and away from London. Although this
play begins and ends in Ware, quite unlike the other plays, the quality ofthe
characters is indicated by their reasons for being there. Greenshield and
Featherstone are there to gull Mayberry and exact revenge on his virtuous wife,
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while Mayberry and Bellamont are there because they were transacting business in
Sturbridge, and they are trying to return to the city. Thus-Londonand-inarket
ethics continue to inform the characterizations in this play.
The episode at Bedlam is an especially interesting scene in this play. At
least one critic considers this scene a stylistic mistake:
And, indeed, within seven lines an entirely gratuitous element is
introduced with the visit of the group to Bedlam, where two
inmates...prattle for a few lines.
(Champion, 262)
A defense ofthis wonderful scene could fill an article itself I am interested here
only in showing that if one considers the topographical referent alone, the stop at
Bedlam is a brilliant dramatic tool. Bedlam, or the St. Mary ofBetWehem Hospital,
was located just outside of the city on the north side by Bishopsgate5. This location
is on the way north to Ware. It was common practice for citizens to stop at the
asylum to observe the lunatics and to reflect on their own good fortune. Bedlam, in
a play where topography is important, serves to symbolize the disorder and chaos
that lie outside the gates of the city ofLondon for those who would transgress its
boundaries, physically or spiritually. The stop at Bedlam, therefore, is a key feature
in the structure of the play and the play would be diminished without it.
Again see Stow, vol II, 144:
S. Mary Bethlehem without Bishopsgate was an Hospitall, founded by
Simon Fitzmary a Cittizen ofLondon to have beene a Priory, and remayneth
for lunaticke people, being suppressed and given to Christ's Hospitall.
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The categories mentioned at the outset of this paper, location, position,
~otion, are all representedin-these plays;-'Fhe stigmatization-of-theLihertLe~a!Hi ...
the suburbs is accomplished by references to Tyburne, Wapping, the Isle of the
Dogs, Cuckold Haven, and Blackwall in Eastward Hoe, to Charing Cross, Putney,
Tyburne, and Brentford in Westward Hoe,and to Ware, Bedlam, and York in
Northward Hoe The locales surrounding the city ofLondon represent the boundary
between order and chaos and establish the values that order the value-laden
choreography of the action. The characters move in an elaborate ballet enacting a
morality play in which the subversion ofthe values ofthe virtuous city-dwellers,
defined by their syntony with those of the capitalistic enterprise, is contained by the
reincorporation ofthe characters within the boundaries of the city. Topographical
referents are a major stylistic device used in these plays to provide and develop
characters and locations, to complicate or simplify the action, and to serve in comic
roles themselves.
While we usually think, especially in this era ofNew Historicism, of texts
like Stow's as informing, in the unidirectional sense, our reading of imaginative
texts, in a very real sense Jonson is the author who provides us with a "truer"
understanding of early modern London. Jonson breathes life into the locations that
Stow reduces to points on a map. Chalfant says:
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"Unlike the geographically comprehensive but sociologically bland
picture ofLondon depicted by Stow, London as presented by
Jonson-isvivio;-ra:cy;-and-lively'-'- ~._-- - -
(Chalfant, 23)
It is only through Jonson's eyes, and the eyes of the other City Comedy dramatists
who used topography as a source of inspiration, that we may come to know the life
and breath of the places Londoners inhabited. We may know from Stow where the
Mermaid was located, but Jonson tells us what it smelled like. We may know from
Stow just how far outside ofBishopsgate you would encounter Bedlam, but
Dekker and Webster tell us what that location meant to the people. Jonson detailed
another aspect ofLondon life in his Epigram 133, titled On the Famous Voyage, in
which he describes a voyage up the Fleet river (the Fleet ditch by the time he was
writing). Although John Stow provided much greater geographic detail, Jonson
provides something more. The voyage begins at the dock in Bridewell and
proceeds north up river towards Holborn Bridge.
But hold my torch while I describe the entry
To this dire passage. Say thou stop thy nose:
'Tis but light pains: indeed this dock's no rose.
In the first jaws appeared that ugly monster
Ycleped Mud, which when their oars did once stir,
Belched forth an air as hot as at the muster
Of all your night-tubs, when the carts do cluster,
Who shall discharge first his merd-urinous load:
Thorough her womb they make their famous road
Between two walls, where on one side, to scar men
Were seen your ugly centaurs ye call car-men,
Gorgonian scolds and harpies; on the other
Hung stench, diseases, and old filth, their mother,
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With famine, wants and sorrows many a dozen,
The least ofwhich was to the plague a cousin.
- - --- - -- -@3pigiamBJ,-58fl)
This is more than a location. This is depth and breadth ofFleet Ditch. It lives and
breathes its sulfurous fumes still today because the poets ofLondon transformed it
and were transformed by what they saw. Topography is interpreted, and
topography is used to interpret. Which comes first? The question seemsto pale
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